Lecture 11

I. Particular ways of combining parts of the utterance.

Asyndeton 

Asyndeton, that is, connection between parts of a sentence or between sentences without any formal sign, becomes a stylistic device if there is a deliberate omission of the connective where it is generally expected to be according to the norms of the literary language. Here is an example: "Soames turned away; he had an utter disinclination for talk like one standing before an open grave, watching a coffin slowly lowered." (Galsworthy) The deliberate omission of the subordinate conjunction because or for makes the sentence 'he had an utter...' almost entirely independent. It might be perceived as a characteristic feature of Soames in general, but for the comparison beginning with like, which shows that Soames's mood was temporary. 

Polysyndeton 

Polysyndeton is the stylistic device of connecting sentences, or phrases, or syntagms, or words by using connectives (mostly conjunctions and prepositions) before each component part, as in: "The heaviest rain, and snow, and hail, and sleet, could boast of the advantage over him in only one respect." (Dickens) The repetition of conjunctions and other means of connection makes an utterance more rhythmical; so much so that prose may even seem like verse. The conjunctions and other connectives, being generally unstressed elements, when placed before each meaningful member, will cause the alternation of stressed and unstressed syllables — the essential requirement of rhythm in verse. Hence, one of the functions of polysyndeton is a rhythmical one. In addition to this, polysyndeton has a disintegrating function. It generally combines homogeneous elements of thought into one whole resembling enumeration. But, unlike enumeration, which integrates both homogeneous and heterogeneous elements into one whole, polysyndeton causes each member of a string of facts to stand out conspicuously. That is why we say that polysyndeton has a disintegrating function. Enumeration shows things united; polysyndeton shows them isolated.

II. Particular use of colloquial constructions 

Emotional syntactical, structures typical of the spoken variety of language are sometimes very effectively used by men-of-letters to depict the emotional state of mind of tha characters; they.may even be used, in particular-cases, in the narrative of the author. But even when used in the dialogue of novels and stories these emotional constructions, being deprived of their accompaniment—intonation—assume a greater significance and become stylistically marked. Here the emotional structures stand out more conspicuously, because they are thrown into prominence not by the intonation pattern but by the syntactical pattern. 

Ellipsis 

Ellipsis is a typical phenomenon in conversation, arising out of the situation. We mentioned this .peculiar feature of the spoken language when we characterized its essential qualities and properties. But this typical feature of the spoken language assumes a new quality when used in the written language. It becomes a stylistic device inasmuch as it supplies suprasegmental information. An elliptical sentence in direct intercourse is not a stylistic device. It is simply a norm of the spoken language. Ellipsis imitates the common features of colloquial language, where the situation predetermines not the omission of certain members of the sentence, but their absence. E.g.: "Nothing so difficult as the beginning." (Byron) Break-in-the-Narrative 

(Appsiopesis) 

Aposiopesis is a device which dictionaries define as "A stopping short for rhetorical effect." This is true. But this definition is too general to' disclose the stylistic functions of the device. In the spoken variety of the language, a break in the narrative is usually caused by unwillingness to proceed; or by the supposition that what remains to be said can be understood by the implication embodied in what has been said; or by uncertajnty as to what should be said. In the written variety, a break in the narrative is always a stylistic device used for some stylistic effect. It is difficult, however, to draw a hard and fast distinction between break-in-the-narrative as a typical feature of lively colloquial language and as a specific stylistic device. The only criterion which may serve as a guide is that in conversation the implication can be conveyed by an adequate gesture. In writing it is the context, which suggests the adequate intonation, that is the only key to decoding the aposiopesis. In the following example the implication of the aposiopesis is a warning "If you continue your intemperate way of living, in six months' time ..." In the sentence: "You just come home or I'll ..." the implication is a threat. The second example shows that without a context the implication can only be vague. But when one knows that the words were said by an angry father to his son over the telephone the implication becomes apparent. Aposiopesis is a stylistic syntactical device to convey to the reader a very strong upsurge of emotions. The idea of this stylistic device is that the speaker cannot proceed, his feelings depriving him of the ability to express himself in terms of language.
III. Stylistic use of structural meaning

A. Rhetorical Questions
B. Litotes
C. Syntactical Hyperbole
D. Question-in-the-Narrative
E. Represented Speech.

On analogy with transference of lexical meaning, in which words are used other than in their primary logical sense, syntactical structures may also be used in meanings other than their primary ones. Every syntactical structure has its definite function, which is called its structural meaning. When a structure is used in some other function it may be said to assume a new meaning which is similar to lexical transferred one.

Among syntactical SDs there are two in which this transference of structural meaning is to be seen. They are rhetorical questions and litotes.

A. Rhetorical question is a figure of speech in the form of a question posed for rhetorical effect rather than for the purpose of getting an answer. It is usually defined as any question asked for a purpose other than to obtain the information the question asks. For example, "Why are you so intolerant?" is likely to be a statement regarding one's opinion of the person addressed rather than a genuine request to know. Similarly, when someone responds to a tragic event by saying, "Why me, God?!" it is more likely to be an accusation or an expression of feeling than a realistic request for information. E.g. «How many times do I have to tell you to stop walking into the house with mud on your shoes?»

A rhetorical question seeks to encourage reflection within the listener as to what the answer to the question (at least, the answer implied by the questioner) must be.

Some rhetorical questions become idiomatic English expressions:

· «What's the matter with you?»

· «Have you no shame?»

· «Are you crazy?»

· «Who cares?

· «How should I know?»

· «Do you expect me to do it for you?»

A rhetorical question typically ends in a question mark (?),

e.g. «The whole wood seemed running now, running hard, hunting, chasing, closing in round something or--somebody? In panic, he began to run too, aimlessly, he knew not whither.» – Kenneth Grahame, The Wind in the Willows, Ch. 3.

Occasionally may end with an exclamation mark (!) or even a period (.):

· «What's the point of going on.»

· «Isn't that ironic!»

Apart from these more obviously rhetorical uses, the question as a grammatical form has important rhetorical dimensions. For example, the rhetorical critic may assess the effect of asking a question as a method of beginning discourse: «Shall I compare thee to a summer's day?» says the persona of Shakespeare's 18th sonnet. This kind of rhetorical question, in which one asks the opinion of those listening, is called anacoenosis. This rhetorical question has a definite ethical dimension, since to ask in this way generally endears the speaker to the audience and so improves his or her credibility.

A rhetorical question implies its own answer; it’s a way of making a point. Examples: «Aren’t you ashamed of yourself?» «What business is it of yours?» «How did that idiot ever get elected?» These aren’t questions in the usual sense, but statements in the form of a question.

Many people mistakenly suppose that any nonsensical question, or one which cannot be answered, can be called a rhetorical question. The following are not proper rhetorical questions: «What was the best thing before sliced bread?», «If a tree falls in the forest and no one hears it, does it make a sound?», «Who let the dogs out?»

Sometimes speakers ask questions so they can then proceed to answer them: «Do we have enough troops to win the war? It all depends on how you define victory.» The speaker is engaging in rhetoric, but the question asked is not a rhetorical question in the technical sense. Instead this is a question-in-the-narrative, a mock-dialogue, with the speaker taking both roles.

B. A litotesis a negative construction that caries no negative meaning. It is a figure of speech in which the speaker either strengthens or weakens the emphasis of a claim by denying its opposite, for example, rather than call a person attractive, one might say she's «not too bad to look at».

Litotes also can be used to weaken a statement – «It's bad, but it's O.K.» can be seen as self-contradictory, but one can weaken the first part using litotes, producing «It's not good, but it's O.K.», which is a reasonable statement.

A litotes can be used as a deliberate understatement or to express ambivalence, strengthening or emphasizing a statement where the speaker or writer uses a negative of a word ironically, to mean the opposite. Like many figures of speech, the interpretation of litotes thus depends on context, including cultural and linguistic contexts.

